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Preface 
I have always found comfort with in-between spaces. Experiencing movement, be it on a 
train, or bus, relaxes me because I have no control of time for the duration of the journey. 
The pleasure results from sitting, thinking, watching and listening whilst experiencing no 
guilt of absence, because I am in transit to a destination.   
_____________________________  
Becoming fully present  
The positioning of the spectator, conscious placement // constructed placement 
____________________________________ 
My practice has often had ties to marginal, in-between and commonplace spaces in which 
we frequently situate ourselves but regularly overlook. I refer to my interest in these spaces 
as ‘noticings’, for they offer moments of contemplation in locations that normally go 
unobserved and appear inconsequential. In this state of heightened awareness, I record 
these moments with a handheld video camera or mobile phone. This gesture is 
performative; it instigates and records my personal interaction and experience. Previously, 
using the fluidity of video was a method of capturing movements and fixing time. Sound, as 
a means to capture the sonic resonance of a particular site, also became of interest to me 
which, when combined with video, created a relationship between both the visual and sonic 
energies of a location.   
In my work Escalators (2013) (figure 1) I began to examine our everyday environments and 
how we form unnoticed daily rituals. My interest lies in how we succumb to the speed of an 
v 
escalator, even though we remain still whilst it transports us. There is an underlying 
impression of boredom with the in-between space such as an escalator or train, and an 
acceptance that we cannot control how long we take.   
I then progressed into sound, video and sculptural installation in my final year of my 
undergrad in Visual Arts. My graduate work Paramnesia (2015) (figure 2) addressed the 
illusions we come across in our everyday. The horizon line was a focal point for the video 
piece; I attempted to line up each one of them. I also began to consider how technology’s 
quality could create illusions by shooting on a low-fi $20 mobile phone.   
Throughout the year, I have presented multiple performances that address embodiment 
with space and material. It has been a component of my practise and has contributed to my 
honours project, providing further thought into body as a tool. In my work Build me up, build 
me down (2017) (figure.3) I used building bricks as a material, letting my bodily limitations 
guide my interaction with these objects by sculpting my body into different movements and 
gestures. These performances informed my research for the honours project and helped me 
gain experience and understanding that assisted in my decisions for the work created for my 
honour’s project. The audience watched as I continuously changed the structure of the 
bricks. I found when the audience was viewing the piece live, they felt they needed to stay 
for the entirety of the piece, for they did not want to ‘miss out’ on anything. The idea of live 
and documented performance was a factor to acknowledge and investigate during my 
honours project.   
For my honours project, I continue to explore these everyday spaces within my urban 
environment. I am prompted to examine the procedure of embodying space, as a 
continuation of how we interact with space and place.   
I would like to thank Julie Rrap for guiding me through my honours project and providing me 
with much appreciated assistance. I would also like to acknowledge the editorial assistance 
for my paper I received from Julie Rrap and Morgan Weaving. They provided me with useful 
critique throughout the process and directed my jumbled thoughts and ramblings onto the 
right path.   
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Figure 1. Justyna Stanczew, Escalators, still from video, 2013 
Figure 2. Justyna Stanczew, Paramnesia, video, televisions and plinths, 2015 
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Figure 3. Justyna Stanczew, Build me up, build me down, television and bricks, performance 
duration 1 hour, 2017  
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Introduction 
The topic of my Honours research paper is an exploration of space and place with an 
emphasis on their definitive features and the separations between both. My paper will also 
discuss how our bodies respond, both unconsciously in the everyday and performatively as 
an artistic response. The paper will provide evidence supported by theories and artists, and 
will work in conjunction with my performative installation.  I’ll be taking into consideration 
the different forms of space and place by delving into how we subconsciously interact within 
these environments; I’ll distinguish how this constructs us (as an audience or as individuals). 
The constructs of space and place build around us physically, modifying our perceptions of 
our physical self within these environments. The places and spaces I have scanned through 
are ones that exist within the urban environment in which I live, study and work: Sydney, 
and the Inner West area.  In-between spaces will be a particular focus, such as train stations 
and staircases that hold characteristics of being everywhere and nowhere at the same time.  
Theories and ideas on being, embodiment and movements within spaces and places support 
my research by suggesting how and why we interact in certain ways within these 
environments. Theorising space and place also highlights the social and cultural 
constructions attached to such terms; City planning, public transport, public space etc., are 
examples of constructs that influence our consumption of space and place. “The Practice of 
Everyday Life”1 by Michel de Certeau, a French scholar whose work combined philosophy 
and social sciences, will be referred to when I discuss our bodily interactions in our 
environments while, Gaston Bachelard’s work: “The Poetics of Space”2, will be discussed in 
regards to its exploration of the intimate experiences and memories we hold within spaces.  
A gallery space can be interpreted as an empty shell that offers itself up to be filled with 
artworks and experiences. Even though the space of the gallery can imply neutrality, the 
physical structures are affected by the way the artwork and the audience translates space 
into place. Site-specific art will be referred to as a method of taking into account the gallery 
space and producing work intended for that particular space. If the artwork moves into 
different space, it evolves, and it’s meaning changes. My project is made up of fragmented 
1 Michel  de Certeau, The Practice of Everyday Life (London, England University of California Press, LTD., 
1984).  
2 Gaston Bachelard, The Poetics of Space, trans. Maria Jolas (Boston: Beacon Press, 1994).  
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spaces, collected via sound and sculptural castings. With these works, I aim to form a new 
‘place’ in the gallery. My performance in the gallery space will utilise my body in conjunction 
with bricks cast in ice that together act as a physical indication of embodied space; this 
action will be documented via video recording. The video will be left as evidence of the 
experience of my performance for the viewers.  I have also formed a sculptural 
representation of a staircase made of ice bricks, which is intended to indicate the ephemeral 
nature of space. To emphasise the contact between our movements and materials a 
hanging speaker will connect the melting ice bricks and video piece. The speaker will 
transmit the sounds of the steps that I have recorded. The installation is an artificial and 
constructed representation of the chosen spaces, as they have been manipulated in multiple 
ways through different materials and processes. Each time a casting is made, the original 
form is altered; impressions are imprinted into that form. In the installation, the 
performance exists as a video document, the sound emits in and expands space, and the ice 
slowly melts into what it originally was.   
Language also forms a relationship with space; the placement of words navigates our way of 
reading. Each letter and each word is a symbol that holds meaning. When words are placed 
in an unconventional manner, it challenges the way we interpret what we are reading3. 
Throughout this paper, I have written short poems. The placement of the words on the page 
refers to language and its spatial properties. It is up to the reader how it is read, but the 
author assumes agency regarding the placement of the words. These poems are personal 
reflections I have made throughout my honours project.   
When we assume agency, through embodiment via interactive movements, we begin to 
understand our surroundings. We create space through the action of embodiment; through 
the way our body situates itself in space. Our movements through space are the grounds on 
which place is formed and where it can exist. However, space can also exist through 
experience and how we hold memories within structures. Whilst the definitions of space 
and place are elusive, I will offer a tentative definition in the following chapter. I reflect how 
space can exist with body, movement, matter and sound; these notions form the chapters 
for the paper.   
3 I have referred to concrete poetry for a stylistic method and approach to language. Concrete poets use 
unconventional ways of placing words (subject) on a page (space). We can identify the page as a space, and 
how to the words are intended to be read a certain way.   
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 ___________________________________ 
Being 
put       space 
into place  
_____________________________________ 
Space and place 
The terms "place" and space," when used in language, can be unconsciously chosen by us.  
Both space and place can be used as a verb and noun, both carrying different meanings. The 
difference between place and space can be found when observing the characteristics that 
make up both. A place is identifiable and often considered more significant, while space is 
transitional and abstract. Does the definition of place and space resonate with our 
understanding of the concepts? How do we come to an understanding of what place and 
space are?  Having constant access to and reliance on the internet, a simple ‘Google' could 
be a method. The first result when typing ‘Place'? "A particular position, point, or area in 
space; a location."4 For space? "A continuous area or expanse that is free, available, or 
unoccupied."5 As geographical terms and as nouns, a place is a definite point of placement; 
a specific location, whilst space does not hold substantial meaning and remains ongoing and 
abstract. Michel de Certeau’s musings on the relationships between "place" and "space" 
offer another interpretation; de Cereteau writes; "space is a practised place. Thus the street 
geometrically defined by urban planning is transformed into space by walkers"6.   
4 Link to the google search result of the definition of “Place”  
https://www.google.com.au/search?q=define+place&oq=define+place&aqs=chrome..69i57j69i61j69i60l3j69i59.1659j0j7&sourceid=chro 
me&ie=UTF-8  
5 Link to the google search result of the definition of  
“Space”https://www.google.com.au/search?q=define+space&oq=define+space&gs_l=psy-  
ab.3..0i67k1j0l3.208351.210172.0.210256.12.9.1.0.0.0.483.1010.2-2j0j1.3.0....0...1.1.64.psy-ab..8.4.1012...35i39k1.vEY9Ty_bS_Y
6 de Certeau, Michel The Practice of Everyday Life London, England University of California Press, LTD., 1984. 
pp.117  
4Space is unplanned, unpredictable, and is defined through our lived experience within it. 
Through this lived experience space becomes ‘a place’. Space is formed by our interchanging 
movements, which steadily create temporary networks. It can transform; it is fluid, 
ambiguous. Space holds bodies that are constantly interchanging, moving, wrestling.    
‘Place’ contains certain characteristics that are based upon ‘rules’. The form of place 
provides the sense of stability that social structures desire and require. It is a distinct 
location that can be defined by its elements that co-exist with each other. Certeau does not 
read ‘place’ as an order, but as an “ordering system”.7 Activities such as walking are 
controlled by the “ordering system”, pathways are laid out for us, and pedestrian crossings 
are imprinted on the roads, signifying when it is correct to cross. The “ordering system’s” 
intention is to predict our movements, and provide a controlled guidance. The performative 
act of walking enables the creation of space; the in-between of destinations.  
I have captured the sound of people ascending or descending the stairs at a station as a way 
of recording the fluidity of movement through space. The way we transport ourselves is a 
transitional process that is evident in the structures of cities. My encounters as I walk within 
the urban setting were documented through sound. The audience will hear these rhythmic 
bodily movements scattered amongst the mechanical noises of modernity. During the 
rushed nature of walking out of the train station in peak hour, you cannot help but feel like 
a collective, even though each individual is on their own personal journey.   
Spatial practice functions in the absence of place; we have to remove the place to unearth 
the space, but these terms still work simultaneously, and one cannot exist without the 
other. In my honours project, I am trying to find signifiers for place and space, both 
sculpturally and sonically. The act of collecting fragmented space and placing it in a place 
(the gallery) gives space a place.  Space is also built by the interaction and presence of the 
viewer: their movements are performative. Bodily engagement and movements are integral 
in spatial analysis and awareness of this reveals how form and structure manoeuvre our 
docile bodies.   
I have focused on the structure of the urban environment and the city; Henri Lefebvre 
defines the structures within those environments as “social space”8. Lefebvre was a French 
7 Kaye, Nick, Site-specific Art: Performance, Place and Documentation, London, Routledge, 2000,  pp.5 
8 Henri Lefebvre, The Production of Space, trans. Donald  Nicolson-Smith (Oxford: Basil Blackwell Ltd, 
1991).pp.17  
5philosopher and sociologist, and his writing “La Production de l’espace” (1974) (“The 
Production of Space”) examines how urban space is a social product compared to natural 
space, which is ‘absolute space’9. Social spaces are constructed in a way that affects our 
spatial perceptions and awareness, thus directing our bodies as docile units. Examples of 
such social spaces that appear more throughout modernity are airports, supermarkets and 
train stations. Marc Augé, a French anthropologist, coined the term ‘non-places’10 (1995) 
and this term will also be referred to throughout the paper. Non-places can be compared to 
social spaces as both involve spaces that are in constant transition; where we find familiarity 
with the neutral and consistent structure.   
Walking in Urban Environments 
Our bodily movements are built by the geometrical sense of space; this can be seen with our 
bodily approach to, and use of, stairs.  We also can detect space via experiences; an 
example of this is how we hold memories within spaces/places.  We maintain freedom, to 
some degree, on how we experience and sense space. Structures of space and place are 
formed for us and by us; we build with materials, such as bricks and cement, and our bodies 
produce a fluidity that transcends the idea of fixed and limited space. How do these spaces 
and bodies intersect each other? In his chapter "Walking in the City" 11de Certeau provides 
ways of analysing the movements we make within our urban environments. The way we 
walk in the city highlights the formation of the city, and the structures that exist to control 
our actions. Paths are laid in straight while formal lines beside buildings and roads separate 
us, giving clear and set out directions. As de Certeau states: "They walk- an elementary form 
of this experience of the city; they are walkers, Wandersmanner, whose bodies follow the 
thicks and thins of an urban ‘text' they write without being able to read it.”12 Our bodies are 
signing the city while we walk, but we cannot visualise the markings. The bustling city can 
blind us and make us unaware. We shape the transitional fragments without being 
conscious of authorship or becoming a spectator, but there are instances where we stop 
and dream, which allows us to become present. Certeau aims to locate the practices that go 
against ‘geometrical' or ‘geographical' space, challenging us to utilise space in an 
9 Ibid   
10 Marc  Auge, Non-Places: An Introduction to Supermodernity trans. John 1995 Howe, Second English-language 
edition ed. (London: Verso, 1995).  
11 de Certeau, Michel, “Walking in the City”, The Practice of Everyday Life London, England University of 
California Press, LTD., 1984. Pp 91   
12 de Certeau, 1984,  pp.158  
6unconventional way. Sitting on a staircase and skateboarding in public spaces are examples 
of activities that can interrupt the structure by defying its intended purpose. The practices 
of space can present "ways of operating"; an ‘anthropological', a poetic and mythic 
experience of space".13 These operations were laid out to guide our movements and bring 
structural order.  The structures can be interpreted as mechanisms to conceal us; our 
resistance to these structures, and the way we move through our resistance of these 
structures, are demonstrated in the unintended ways we use public spaces. "Walking in the 
City” discusses these movements that we encounter in our daily rituals and routines, and 
highlights the psychological processes we go through to make these decisions. Furthering 
the investigation of these movements in my research, I am capturing them in my practice by 
recording these movements via sound. I have used performance as a method of embodying 
space, the ice and resin bricks have been experimented with to provide subtle visual 
limitations. The ice possesses space as does my body, and throughout the duration, will 
constantly change form.   
Non-places14 such as supermarkets, or trains, are environments we encounter frequently, 
but as environments that hold a neutrality, they mostly share the same structure and form. 
As Auge observes, non-spaces are:   
“…spaces in which neither identity, nor relations, nor history really makes any sense; 
spaces in which solitude is experienced as an overburdening or emptying of 
individuality, in which only the movement of the fleeting images enables the observer 
to hypothesize the existence of a past and glimpse the possibility of a future.” 15   
The bright fluorescent lights of such environments create a consistent glow. Whilst this 
consistency at first feels alien, in time it becomes familiar, comfortable and expected. The 
13 Ibid pp. 93  
14 The term coined by Marc Auge that describes a place that has been produced by supermodernity, such as 
networks, transit point etc.  We can define our personal ‘non-places’, there are often places we come 
across everyday so ,after exposure, we feel it is insignificant. We do not meet or live in these non-places, 
rather we pass through. 15Auge. pp. 70-71  
7rhythmic movements of our bodies match the rhythmic hum of the artificial lights, creating 
an energy that coexists, whilst time is ordered by fixed schedules over which the participant 
has no control.   
Space can go beyond geometric parameters; it can hold memory of experiences.  We are 
familiar with the idea of spatial space but addressing space as experiential becomes more 
ambiguous as it can differ from person to person. Space that excludes all human features and 
interactions can feel alien, barren and unused. The silence existing in unused stairwells and 
in-between joining spaces15 invites the sound of footsteps. I chose a staircase as a space to 
investigate, because it is structurally formal and our body’s rhythmic contact is a necessary 
addition needed to ‘enliven’ the space.  
15 Bachelard. In the chapter “The Dialects of Outside and Inside” (pp.221-232) Bachelard questions the silence 
in stairwells, “In what silence does the stairwell resound?’’  
8______________________________________________________ 
Space Matters 
Fill it  
Feel it 
Be responsible for its existence 
_________________ 
Figure 4. Process picture of resin brick (left) and ice brick (right), 2017 
When we encounter an unconventional placement of matter in a space, the matter will 
necessarily become a focal point. The considered placement of my sculpture contributes to 
the formation of space within the gallery. I chose to form my sculpture to resemble bricks, a 
material we are so familiar with as building ‘places’. While most bricks are made from clay 
and cement, I have chosen to use ice and resin as material matter for the bricks (figure.4).    
They exist physically in solid form, but their transparency is subtle in a visual sense. These 
bricks can be looked through, similar to how we look through a window without much 
notice of the actual glass itself. They have the power of being able to bring the outside in, to 
9 
invite light while protecting us. They hold so much, while at the same time, have fragility. 
The sculptures are representing space; ice and resin have a subtle existence just as space 
does. Ice is transparent and solid, but when in an inappropriate environment, it begins to 
melt. Once melted into water, the matter will eventually evaporate into nothing. The 
ephemeral nature of ice complements the notion of ephemeral space; both are fleeting and 
responsive to many factors that can shape and change them. These bricks are not being 
used conventionally. We usually understand bricks as providing strength, but using ice 
enables them to evolve on their own terms. The sculptures are not fixed and there is no 
finality, they are fluid due to nature of their matter.   
English artist, Rachel Whiteread, has a similar approach to filling space with her concrete 
sculptures; in her work Ghost House 1993 the impressions of the house’s innards emphasise 
the house as a shell of space. The relationships that people have with their domestic life 
expressed through the home and its furnishings are captured in Whiteread’s process. Using 
familiar objects creates a resonance of connection, however, out of context, the meaning 
shifts. Whiteread’s castings of inside spaces draws our attention to the sheer size of our 
living space, often feeling smaller than usual when it is solidified. Whiteread also expresses 
“how architecture becomes invisible”16; time and familiarity render these structures invisible 
to their occupants. Her sculpture Untitled Monument (2001) is a transparent, resin sculpture 
that is a cast of a granite plinth. The sculpture holds a quiet energy within the busy 
environment of Trafalgar Square. Whiteread states when addressing how we perceive 
surrounding space; “I wanted to change the way one might think about how you walk 
around or through something ...”17. Whiteread also considers how the form of the sculpture 
sits in the gallery space, how they lean or hold themselves. The slight changes that occur in 
the casting process can also make the form disorientating.  
16  “Rachel Whiteread”, Park of the Series: theEYE, https://sydney.kanopystreaming.com/video/theeye-
rachelwhiteread  
17 Rachel Whiteread: Transient Spaces, exhibition catalogue, Deutsche Guggenheim Berlin 2001   
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Figure no.5 Rachel Whiteread, Untitled Monument, transparent resin, 2001 
BODY IN SPACE AND PLACE 
Why my body? What does my body bring to the work? How does my body influence the 
work/audience responses? These were important factors to consider, because although our 
bodies are seen as distinctly our own; they are ‘read’ in certain ways according to different 
cultural and societal standards. This can be demonstrated through my own work; my 
performance will be interpreted differently if I perform it when I am 60 compared to my 
current age. Performance with the body outlines our anguish with being in the world, and 
our attempts to find our relationship with it. I have used performance as an artistic process 
in which gesture is used to embody space. It enabled me to form a unity with the gallery 
space, my sculptures and my body, as these items form the material basis of the work. I 
focused on our bodily engagements physically within our spaces; I constructed a fragmented 
space and my body reflected my interactions.  The body can be used as a language through 
the act of performance; the audience ‘read’s’ the body’s form and movements. These 
movements are more notable by being placed within a gallery space with an audience who 
observes and participates. Using your body is also reclaiming your agency through the 
function of performance; it also provides another way of understanding gesture and 
movement. Our body responds in movements; a place is a structure, and space is an 
experience that connects these elements.   
Although performance is ephemeral, I will use video documentation to preserve and contain 
the actions I perform in the gallery space. These recordings will become a part of the 
installation. Space and performance are fluid, constantly evolving, fleeting and immaterial. 
What will remain after the performance? What will remain after its physical existence 
terminates? My actions and processes are the artistic work. My body’s limitations control 
11 
what is possible during the performance;  I change positions to suit my body and the 
structure with  the structure sometimes ‘failing’ and falling underneath me while at times 
fitting soundly.   
_______________ 
Embodying space  
Embody ing space 
Em body in space  
I'm body in space  
My body in space  
______________  
When structures and buildings are formed, within an urban setting, they are done with our 
body’s engagement and use in mind. I am interested in how our bodies are influenced by 
what surrounds us; how we manoeuvre in particular ways. I also investigated the 
relationships we build with these spaces and places, both public and intimate. Setha Low is a 
professor of environmental psychology and in her chapter “Place Making and Embodied 
Space “(2014)18, she investigates theories that involve the body and bodily movements and 
investigates how the body is integral to spatial awareness.  We make a place, but we 
embody space. This means that place is constructed, while space can be experiential and 
created by our bodies. As Low states: “Embodied space” is the location where human 
experience and consciousness take on the material and spatial form.” 19   So we can 
understand that space can be created, not only physically, but also through our experiences 
with bodily movements. Nancy Munn, a professor in social science and anthropology, begins 
her analysis of spatial orientation of the body through the notion of spacetime “as a 
symbolic nexus of relations produced out of interactions between bodily actors and 
18 Sen, Arijit, and Lisa Silverman, eds. Making Place: Space and Embodiment in the City. Indiana University 
Press, 2014  
19 Low Setha. pp.20  
12 
terrestrial spaces.” 20   Munn also constructs the concept of a “mobile spatial field.” 21   This 
notion examines how our moving bodies create their personalised space. She also 
investigates how we create negative space by acts of detouring and restricting our bodies to 
avoid being in a certain space.   
Gaston Bachelard explores the notions of ‘inside’ and ‘outside’ throughout his book “The  
Poetics of Space”. Bachelard addresses how these notions influence our concept of ‘being’. 
He instigates how the concepts inside and outside are forced choices, as bodies are not able 
to exist within both simultaneously.  This forms a determined ontology with inside being 
concrete and limited, and outside being vast and unlimited. To feel a sense of being is often 
regarded as being within oneself but Bachelard explains that perhaps we need to 
“withdraw” from ourselves to become more “into” ourselves. Interacting with space 
encourages us to “be”, which begs the question, how do we translate a state of ‘being’? As 
Bachelard states: “Being does not see itself…Perhaps it listens to itself” 22 So our reflecting 
ourselves and space back onto ourselves encourages us to ‘be’ within a space.  
Figure No. 6 Francesca Woodman, Some Disordered Interior Geometries, 1980-81. 
American artist Francesca Woodman uses her body to respond to her chosen environment, 
such as a decaying place. She physically reforms her body by crawling, leaping or hunching. 
You see her relationship with the intimate space in which she is situated as abstract; her 
positions appear unconventional in the spaces. She emphasises unnoticed spaces by using 
20 Ibid  
21 Munn, Nancy D. "Excluded Spaces: The Figure in the Australian Aboriginal Landscape." Critical Inquiry 22, no. 
3 1996, pp.449.  
22 Bachelard.pp. 213  
13 
her body to rebel against the straight and harsh angles of the room.  Her surreal 
photographs have a sense of familiarity because of the domestic interiors she uses, but 
these intimate and private places she portrays, jar our sense of comfort with their decayed 
surroundings.  She embodies awkward spaces such as corners; these can be in-between 
spaces that connect to form a geometrical and structured place. Her images suggest that the 
intimacy of the room becomes our intimacy enhanced by her body’s form in the space. Her 
work, Some Disordered Interior Geometries (1980-81) (figure no.6) are self-portraits collaged 
onto an old Italian geometry school book. Her body gestures soften the straight-line 
diagrams and mathematical equations from the schoolbook. Her composed images portray 
the invisible moments and experiences Woodman has with her surroundings and objects; 
such invisible moments will also be explored within my performance. While Woodman’s 
moments are held within a photograph, mine have a more fluid lifespan as they will be 
captured via video and represented during the performance. Similarity to Woodman, I am 
inviting viewers to observe my interactions with chosen and composed objects and space.  
14 
Figure No. 7 Olga Chernysheva, Screen, 2013  
Olga Chernysheva is a Russian photographer, and in her work Screen (2013) (figure no.7) the 
idea of private space is expressed in everyday places. The written piece included, provides 
an instance of how we form private spaces; “a dog-sized towel on the beach, temporarily 
15 
but clearly marking the border of a spontaneous private space”.23 My performance of the 
formations I create with the bricks is a way of defining my borders, and since I am the only 
one within it, it is considered a private space? When I remove myself from the space, is it 
still private? Does the documentation of the performance provide evidence that space has 
been “experienced”? Our reactions to and readings of space are subjective but providing 
some information can guide and influence viewers. The daily happenings and the structures 
that form around us are often experienced unconsciously.  
Walking to Embody Space 
“ (1) the walker may look or sense the environment; (2) the walker may turn inward 
to thoughts, memories, or stories while experiencing the sensory perception; and (3) 
walkers may become aware of or even cross the boundary of the body and 
environment through their embodied and emotional interactions. The details of 
steps are integral to how the walk proceeds, while emotions are engendered not 
only by grand vistas but also by the care taken in maintaining balance or 
wayfinding.” 24  
The passage from Setha Low offers a guide to how walkers embody space and form place.  
Low addresses how we have embodied emotional interactions driven by thoughts and 
memories. When seeing a crowd walk up the stairs at the train station all together, I think 
about all the individual interactions and thoughts contained within those bodies as they 
move together, each with a personalised pattern.  
Maxine Sheets-Johnstone, a professor in philosophy uses the term,  “thinking in 
movement”25 to explain how we make our way through the world; how we respond to each 
other, crossing and sharing paths that do not have any final destination because their 
existence is continuous. Through lived experience we form spaces. Our experiences are 
formed by movement and to think in movement is “foundational to being a body”.26  
23 A quote from the written passaged displayed underneath Olga Chernysheva’s Screens (2013) the image in 
figure. 6  
24 Low, Setha. 2014, pp. 19–43.   
25 Sheets-Johnstone, Maxine. "Thinking in Movement." The Journal of Aesthetics and Art Criticism 39, no. 4 
,1981, pp. 399-407  
26 Sheets-Johnstone, Maxine, 1981  
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Our embodiment of space is inscribed on space through our bodily movements, sounds and 
gestures. Our everyday routines provide distinct bodily engagement and interactions, as it is 
a repeated process. Spatiotemporal fields and space-time27 are terms we can use to 
describe our active space making processes. Embodying space in two actions- passing by, 
river-like flowing movements, versus stopping and sitting, taking up residence.  Walkers and 
strollers form space that radiates around them; their temporal weaving form space-time 
that is unique for each body. Hamish Fulton is a British walking artist and argues ‘walking is 
an artform in its own right’.28 His work acknowledges time and the influence of nature’s 
cycles. Movement is a contributing factor in his practice. He states; “I have chosen to record 
my walks as respect for their existence” “walking is active” “a walk has to be experienced 
and not imagined.”29 Group Walk (2012) was a work where Fulton led a group of 
participants on a walk in an unused space behind a Railway Station30.  Fulton invited 
participants to walk their own path but provided a timeframe of two hours duration to 
complete the short distance walk. Depending on the parameters they were given, some 
participants were given no choice but to walk at a slower pace while others repeated their 
section of the walk many times in order to follow the guidelines. The walk was done in 
silence, which enhanced the surrounding urban sounds, such as the passing of trains. In my 
own recordings I have a heightened awareness of other contributing sounds because I am 
focused more on listening than seeing.    
27 Terms used by Setha Low in her chapter Spatializing Culture: An Engaged Anthropological Approach to Space 
and Place, in the book J.J. Gieseking et al., The People, Place, and Space Reader (Routledge, 2014).  
28 Jonathan; Pomery Watkins, Victoria Walking in Relation to Everything: Hamish Fulton (Ikon Gallery Ltd, 
2012).  
29 The quotes are from Hamish Fulton lecture An Object Cannot Compete with an Experience, he discusses how 
walking is a pure form of artistic experience. The lecture was held at AA School of Architecture on the 10th of 
March 2000, accessed 15th August 2017  
https://www.youtube.com/watch?v=0rlYhR4Xd0M&t=1636s  
30 https://www.youtube.com/watch?v=EKJ7G_btW34 is a video of Hamish Fulton discussing the work Group Walk, 
accessed 15th August 2017  
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Intermission  
THE STAIRCASE- an insight and reflection to the form, design and how we use them. 
up 
 Step 
 Step 
 Step 
 Leap 
 Stop 
 Step 
 Step  
Step  
down  
you have been relocated 
-thank you for your assistance
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I chose the staircase at Petersham train station to utilise as an “acoustic instrument” from 
which the body “plays” and produces sound. Ascending and descending the wooden 
staircase, the body produced the interaction via the feet hitting against the wooden steps. 
Standing underneath the staircase is an optimum zone to listen as the sounds vibrate over 
the top of you. Recorded and replayed without a visual indication of what is producing the 
sound, the listener is able to tune into the sound.   
Once I began to work with the staircase I could not help but investigate the form and 
structure of the object. The conventional staircase was created around 6000 BC, and is 
generally made out of wood. It is used to create ease in mobility amongst challenging 
terrain, such as valleys or mountains. Before then “natural staircases”, including existing 
formations in cliffs were strong influences in human-made structures. Stairs have evolved 
throughout architectural history, reflecting different experimental structures and trends 
over time. Formulas were created to calculate the prime combinations of height and width. 
An example of a formula formed soon after World War I that suggests optimum rise;  
 Going- Riser= 12 cm (4.7in.)31 
The centre of gravity within bodies, while ascending or descending the staircase, and the 
bodily functions that come with this process are necessary for our safety and accessibility. 
Whilst listening to the steps, the audience is invited to imagine how individuals are carrying 
themselves up the staircase. The base of our feet ground us to the material; we lean to 
enable our legs to lift off. One foot is left behind while the other moves forward forming a 
continuous cycle and pattern. These stepping movements can be compared to the bass of a 
song; the steps are repetitive and carry the melody (our body) along. Our weight shifts 
between each leg, the forward foot carrying the weight with the backward foot releasing 
the weight and energy. Committing to the movements and stair structure thus forming a 
unity, we mould ourselves to fit. Our gait on the staircase can be unconscious and 
automatic, but there can still be observations to reduce the risk of tripping and falling. The 
act of falling down a staircase is a dramatic consequence of failing the structure; our body 
giving way or our misguided choices going against the intended actions required (figure. 8). 
Our bodily movements hit, scrape and stomp on the stair, forming a scar impression on each 
31 Templer John, The Staircase: Studies of Hazards,Falls, and Safer Design, Massachusetts Institute of 
Technology, The MIT Press, 1992 page 31.  
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step. You can hear the body’s weight (flesh) and shoe (rubber) meeting the material of the 
step (wooden). I find the staircase fascinating because as a structure that joins spaces it is 
also a type of ‘non-space’.  I respond to the performative relation it has to our bodies that is 
created when we step and walk within its form.  
Figure 8.  Maki’s general model of stairway falls 
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Markings of Space 
We use limitations provided by place to grasp its physical existence. However, space can feel 
more abstract to us. It is used as a guide. It cuts out and offers more vastness with more 
precision. Gaston Bachelard terms this process; “geometrism”. 32 According to Bachelard, we 
geometrise the world; we geometrise space and places. This, in turn, affects the way we 
experience them. Spaces are portioned; this can be physically visualised when imagining a 
car park with its drawn markings guiding us where to park. Similarly, I mark a line around my 
sculptures to indicate a safety zone for the viewer, a guideline determined by the gallery 
space, but the space between the line and sculpture becomes an emphasis.   
Figure No.9 Bruce McLean, Pose Work for Plinths, 1971 
In my work, I am forming sculptures from the ice and resin bricks then incorporating my 
body onto them. This work references the work of Bruce McLean and his photograph Pose 
Work for Plinths (1971) (figure no.9) He is interested in architecture and in how we behave 
32 Bachelard. The Dialectics if Outside and Inside pp. 211 
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in different spaces3334 and the bodily formations that we produce in response. McLean 
“..tried to let the plinths determine where I put my foot or my arm.”35, an action I have 
incorporated within my performative gesture. I let the bricks freely change form, responding 
to my body and weight where both my body and the bricks exchange power. The ice bricks 
slowly melt and respond to the warmth of the space and my body. I also respond to the 
bricks temperature; the ice challenges my bodily limits.   
Sounds Expanding Space 
Sound expands the limitations of space because of the relationship between acoustics and 
environment. In the physical sense, sound holds no visible form, but it possesses a power to 
provide visual imagination for the audience. Singling out a sound and removing it from its 
context, abstracts it with minimal manipulation. When we hear a sound without its visual 
maker and producer, we can feel a fragmentation. Through technology, the sound is 
recorded and played back using many machines that can manipulate the quality and nature 
of the sound. I am interested in the effects of quality, and how they decipher and 
manipulate the outcome.  Musique Concrete, a compositional practice begun by Pierre 
Schaeffer in 1948, includes composers that rely on found sounds that they manipulate in the 
sound studio. The term, coined by Schaeffer, “acousmatic sound” 36 is one that refers to the 
removing of subject from sound. Composers in this idiom are also not restricted to the 
conventional characteristics of music, melody, harmony or rhythm.  Acousmatic experience 
isolates the sound for the listener, allowing them to interpret the sound into a “sound 
object”. A sound object requires ‘refined listening’.  According to the French composer of 
experimental music, Michel Chion, when the source of the sound is unseen or hidden this 
separation facilitates what he calls “indirect listening.”37 I would like my audience to feel a 
sense of abstract familiarity, maybe they could distinguish something, but I aim to use the 
fragmentation to offer the audience different perceptions. Acousmatic sound is an everyday 
occurrence due to the progression in technology. Transmissions are constantly being 
released around us; we are flooded by noises from our modern environment. As Schaeffer 
33 Bruce McLean, interview by Karin Andreasson,  
34 .https://www.theguardian.com/artanddesign/2016/apr/28/bruce-mclean-interview-pose-work-forplinths 
accessed 25th July 2017  
35 Ibid   
36 Schaeffer, Pierre, Traité des object musicaux, Le Seuil, Paris, 1966  
37 Brian  Kane, Sound Unseen: Acousmatic Sound in Theory and Practice (Oxford University Press, 2014). Pp.5  
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notes; “Often surprised, often uncertain, we discover that much of what we thought we 
were hearing, was in reality only seen, and explained, by the context” 38.  
Conclusion 
Bricks surround us as a simple form that is mostly used in multiple to form a solid structure. 
It is interesting how we use the term ‘laying bricks’; I have taken this phrase in a literal 
sense, and lay with the bricks through the duration of my performance. Bricks, as an object, 
are considered strong but these resin and ice bricks are transparent, giving them a sense of 
fragility. The bricks hold memory of the material used; there are cracks in the ice bricks 
formed by stresses and bubbles in the resin.  The ice bricks melt away, slowly transforming 
from a recognisable form into fluid; subject to the unpredictability of time.  My installation 
also investigates the idea of existence within a physical sense; my sculptures have a solid 
form but are transparent. The transparency challenges what we perceive as ‘existing’, if the 
bricks were not transparent would we feel more presence? Another physical marking in my 
installation that forms an existing space are the markings on the ground around the ice 
sculpture. The viewer is guided by markings on the ground; the guidance provides safety for 
the work as well as marking out space. It is interesting how these markings form restrictions 
that we form ourselves. These markings act just like a parking space, indicating limits for us. 
Throughout the process, I have researched what space and place are theoretically and my 
practical project informed me how I can physically represent my findings.   
Each chapter in this paper discusses space/place within different forms, architecturally, 
bodily, materiality and sonically. From my research, I’ve come to an understanding that 
space is a very abstract and subjective notion, individuated through experience and 
memory. To conclude, I have not come to a definitive answer about space and place but 
have been able to find references through the bodily engagements I have encountered.  
____________________________________________ 
State of being,  
In plain site. 
38 Schaeffer, Pierre, Traité des object musicaux, Le Seuil, Paris, 1966, pp.93 
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